Introduction
) is cut straight through just above the elbow, it is carved fully in the round, and it has no base.
It has an inscription on the underside saying that it represents Piero de' Medici at the age of thirty-seven and was made by the sculptor Mino da Fiesole; thus it was carved in 1453, sixteen years before the sitter died, and is, incidentally, the first dated portrait bust of the Renaissance. This bust and others of Piero's wife and brother, also by Mino, stood in semicircular pediments above doorways in the Palazzo Medici in Florence.'
Before exploring the comparison it must be emphasized that the difference in the treatment of the backs is related to the special and perhaps unexpected way in which the Renaissance bust manifested its independence. Neither of these sculptures was meant to be seen from all sides. In antiquity and in the early Renaissance, busts (as distinguished from herms) were normally set in recesses or on consoles projecting from an architectural member. The idea of the bust as a "freestanding" monument with a columnar pedestal reaching to the ground was a late development in both periods, Early Christian in the former, sixteenth century in the latter. 1 The Renaissance bust, however, as is indicated by two companion paintings attributed to Jacopo del Sellaio (Figs. 20 and 21, above the doorways), might be displayed in profile as well as head-on, 9 and this equivalence of front and side views made the Quattrocento bust independent in effect, although it was not so in fact.
Visually the classical work is a self-contained, abstract form, conceived only from the front and set apart by a base from its support. The Renaissance work is an arbitrarily cut-off, incomplete form, conceived in three dimensions and not isolated from the support. It could be deduced from their forms alone that both objects were created by rational beings, but whereas it might be concluded that the classical work is purely an artifact, it would be evident that the Renaissance work represents part of a whole. The classical bust is an ideal form; the Renaissance bust is a deliberate fragment. The locations of the inscriptions are also significant: the dedicatory formula on the classical portrait, D(iis) M(anibus), is in this case cut into the torso itself, emphasizing that the bust is an object; the inscription on the bottom of the Renaissance portrait serves purely as documentation, since it is ordinarily invisible, and it does not interfere with the suggestion that the bust is part of a human being. •• From each artist's point of view the other's creation is grotesque, in the one case because the bust appears like an amputated body, in the other because a human being is made into an inanimate thing.
The visual contrast is paralleled on the functional level. Classical sculptured portraits may be grouped into two broad categories. One group consists of official, honorific portraits displayed publicly. They depict persons, living or dead, who by virtue of rank or achievement merited recognition. They were set up in open fora, in temples, libraries, and baths. The second group consists of private ancestral portraits. They represented deceased persons of no special distinction, and were displayed on the tomb or within the home as part of the family 14 Moreover, they were not only displayed on tombs or inside the house, but on the facade of the dwelling as well; they were private, but might be seen by one and all. " And they had no role in religious cults, whether of the hero, though the sitters might be alive, or of ancestors, though they might represent members of the family.
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The Sources of the Renaissance Bust
Antiquity
The classical portrait bust, in all its forms, transforms the body into an abstract, ideal shape. The development of the "canonical" type of Roman bust may be defined as follows: starting from the head, the torso increased in width and length to include the shoulders and arms, while the back was hollowed out, the bottom rounded off, and the base introduced (Fig. 22) . '
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The horizontally cut bust, with or without base, does occur throughout the Roman period, in two contexts. ' 7 It occurs when the body is fully articulated but the whole bust is not included. This is the case with the herm, where the shoulders and arms are sliced off vertically, and with certain votive terracottas, where the shoulders are included but the trunk is severed at the breast line or above (Fig. 23) . ' 8 The horizontal cut also occurs in portraits where more of the bust is included but the body is not fully articulated. Such is the case with portraits in relief (Fig. 24) ,' 9 or with freestanding busts that are flat or merely roughed out at the back (Figs. 25 and 26);"" busts of this kind were regularly framed by an aedicule or set in a base, so that the lower part of the figure did not appear to have been cut off but hidden!' Such is the case also with various types of funerary terracottas and cinerary urns that have no frames or bases ; here the arms are not articulated (that is, the bust is a simple rectangle, circle or oval in plan), the back is flat or unworked, openings are left in the sides or back."
Thus, if the Renaissance bust was inspired by classical models, they were transformed both physically and conceptually: Physically, by lengthening the abbreviated type, or by executing the partially articulated type fully in the round. Conceptually, the portrait was transformed from an idol or cult image into the Irving Lavin representation of a private living person. Antiquity did not create portraits of individuals, pure and simple, and it did not create a complete bust form for the portrait, that is, a human protome, including head, trunk of the body, shoulders and upper arms, and worked fully in the round.
These formulations have linguistic counterparts. There is no equivalent in classical Latin for the word "individual" used as a substantive noun in reference to a human being. The parent word individuus occurs only as an adjective, or as a neuter noun referring to inhuman entities (atoms). ' 3 Other terms, such as persona or homo or privatus, were applied to human beings, but these did not focus, as does "individual," on the quality of uniqueness.'' Similarly, antiquity had no name for the bust in the sense of a complete human protome. Truncus meant as do our words "trunk" and "torso" (from thyrsus, stalk), the main stem of the body, excluding head and arms. Herma or imago clipeata (that is, the shield portrait) might be used for abbreviated likenesses, but these terms do not refer to the protome as such.
•s Bus tum (from urere, to burn) was used in the context of funeral rites " to mean the place of incineration, the ashes or bones left from the pyre, the tumulus of earth on the tomb, but it was never used for the human protome! 6 It has been suggested, on the basis of the anthropomorphic funerary urns just mentioned, that the later use of bus tum was a linguistic extension from the place where the body was burned to the urn in which the ashes were kept. " This hypothesis finds support in the fact that in late classical Latin bustum was used to mean brazier. U~ Bustum was first used with the connotation of human protome by medieval writers, who also applied it to containers for holy relics. ' 9 The ancient cinerary urn was, after all, a sort of reliquary.
The Middle Ages
In the Middle Ages the horizontal cut was the canonical form for the portrait bust.
10 It occurs both in relief and in the round. An example of the former is the portrait ofWenceslaus I (Fig. 30 ) that forms part of a series ofbusts by Peter Parler and his workshop set in niches in the triforium of Prague Cathedral (around 1375);3' an example of the latter is a thirteenth-century bust in the classicistic style of the period of Frederick II (Fig. 3 1) that crowned the tympanum of the cathedral of Acerenza, which is left unfinished at the back.
3 ' Such busts are generally seen without separate frames or bases, so there is no suggestion that the lower body is hidden, as was the case with their classical antecedents; rather there is implied an inner continuity between the torso and its architectural matrix.
The horizontal cut occurs in the late Middle Ages in one class of independent monuments, namely, bust reliquaries (Fig. 32) .
11 These often include the whole bust, and they are worked fully in the round. This is a form we could not find in antiquity. The bust reliquaries differ from the Renaissance portrait in three respects: they are normally isolated from the support, either by a base or necking or a lip around the lower edge; being portable, they are completely free of their environment; and they represent distinguished dead people.
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The medieval reliquary was functionally related to the ancient cinerary urn, and this relationship seems to have become explicit in the genealogy of the term bustum. Both were cult images and served as containers for the remains of a venerated person. The difference is that in antiquity this honor might be accorded to any man: it was, so to speak, a "death right"; in the Middle Ages the honor was accorded only to a sanctified few. In this respect the reliquary is comparable to the pagan idol. The difference here is that, as with the Byzantine icon, the worship was not accorded to the object itself, but to what it represented. 1 ' The image was not the deity, it merely represented the deity. The icon and the reliquary allude, in a way the pag~n idol does not, to a reality beyond that which is actually represented.
If the Renaissance bust was inspired by the medieval reliquary, the model was Irving Lavin again transformed physically and conceptually; physically, by taking the bust off its base and connecting it to a setting; conceptually, by making it into a representation of a living, private individual.
The Transition to the Renaissance Bust
Two works seem consciously to mediate between the independent, bust-length portrait of antiquity and the medieval bust reliquary on the one hand, and the Renaissance portrait bust on the other. One of these is Donatello's reliquary of St. Rossore, of around 1424 (Fig. 33 ). Here the realistic treatment is obviously intended to suggest an individual likeness, there is no horizontal band or lip, and there was evidently no base Y By a striking illusionistic device, however, Donatello made it clear that the St. Rossore is not really half a human being. The bottom edge of the drapery spills out onto the underlying surface, so that while the figure appears amputated, the bust appears as an object resting on its support.
An analogous device is seen in the much-discussed Bust if a Youth in the Bargello, often attributed to Donatello, in which case it must date from around 1440 (Fig. 34) . 36 In that it is worked in the round and is not a reliquary, it anticipates the portrait busts that appear a decade later. But in that it has a rim at the base, on which the drapery rests, it is again an object, not half a man. There is a specific reference to the reliquary tradition in the oval relief at the front: it has been observed by Wittkower that this recalls the jewels which often decorate the breasts of bust reliquaries, but it also recalls the openings in the breast that often provided a glimpse of the relic inside. The relief depicts Plato's image, described in the Phaedrus, of the human soul as a two-horsed chariot and driver -which appears here as if it were the relic. The interplay between medallion and view of the soul is a perfect visual counterpart to the Platonic relationship between visible form and the idea behind it. The bust thus represents Man, whether it portrays a particular man or no" t.
Both the St. Rossore and the Bust of a Youth break radically with tradition: in the former a reliquary appears as if it were a portrait; in the latter what appears to be a portrait is given the character of a reliquary. Both involve an existential pun in which generic notions -Saint/ Man -and concrete things -reliquary I portrait -are fused.
Conclusion
The ingredients from which the Renaissance bust was created had all existed in the classical and medieval past. The Renaissance bust itself, however, is something that had never existed before, conceptually and visually: an independent portrait of a living, private individual, and a full human protome, horizontally cut, without a base. This unprecedented portrait form creates a three-dimensional illusion which the full-length figure, by its very nature, cannot achieve and which the shaped, hollowed bust inevitably contradicts. The arbitrary amputation specifically suggests that Irving LAvin what is visible is part of a larger whole, that there is more than meets the eye. By focusing on the upper part of the body but deliberately emphasizing that it is only a fragment, the Renaissance bust evokes the complete individual -that sum total of physical and psychological characteristics which make up the "whole man." 17 "Totus homo," the whole man, was in fact a Renaissance expression. Though used in various contexts, and never precisely defined, the concept of the totus homo occurs widely in the writings of Renaissance thinkers. It has been studied only in the case of Luther, but it first appears, so far as I can discover, in the famous treatise On the Dignity and Excellence of Man written in 1451-52 by Giannozzo Manetti, the Florentine statesman and historian.l' Having considered the body and soul separately, Manetti devotes the third book to the whole man. His main theme here is the uniqueness of man's nature, the qualities of which are shared, he says, by no other of God's creatures, not even the angels.
From Manetti it was but a short step to the view of man as a free and independent being midway between heaven and hell, a concept which is one of the principal glories of Florentine humanist thought in the second half of the fifteenth century. This forms the basis of the long poem on the significance of human life, the Citta di Vita, written in the 1450s and 1460s by the lifelong friend of Cosima and Piero de' Medici, Matteo Palmieri, whose bust dated 1468 by Antonio Rossellino, now in the Bargello, stood above the entrance to Palmieri's house in the Via de' Pianellai (Fig. 3 5) .
19 Palmieri formulated the heretical theory that man was the descendant of those archangels who remained neutral at the time of the rebellion, when Michael sided with God and Lucifer fell; in man, according to Palmieri, the neutral archangels are given a second opportunity to choose their destiny. I will only mention the passionate hymn to the uniquely indeterminate nature of humanness in Pica della Mirandola's Oration on the Dignity of Man of 1486.' 0 Neither Palmieri nor Pica use the term, but thereafter lotus homo became intimately linked to the problem of the freedom of the will, and entered into the dispute on this subject between Erasmus and Luther; its• connotation here has been defined as that of a "neutral" concept of human personality, a sheer self-awareness which participates in but is essentially independent of body and soul, good and evil, salvation and damnation! ' I do not pretend that the Renaissance idea of the whole man and the peculiar form of the Renaissance portrait bust were specifically related. But they were specifically correlated, historically in the sense that both emerged at the same time in the same close-knit ambience of Florentine humanism, and ideologically in the sense that both embody a notion of man's nature as a totality which can be reached only by implication and allusion. 4 ' They are also analogous in that they belong to the unarticulated premises Irving Lavin rather than the explicit deductions of Renaissance culture. For just as none of the writers ever says what he means by totus homo, so one cannot cite external evidence for the significance of the bust form as such. Fifteenth-century references to portrait busts are, in fact, exceedingly rare, and, except for a number of poems, limited to bare notations of their existence. 43 The poetical evocations are deeply revealing, however, because they create in words the same effect as do the portraits in marble. This is true of the earliest poem on a portrait bust I have found so far," which contains, incidentally, the word "bust" for the first time to my knowledge with its modem meaning:s It is one of a series of Latin epigrams by Alessandro Bracci, a member of Ficino's Platonic academy and friend of Poliziano and Lorenzo de' Medici, eulogizing Albiera degli Albizzi, who died betrothed in 1472, at the age of fifteen.' 6 The epigram, which is on a lost or as yet unidentified portrait of Albiera, 47 reads in translation as follows:
TO THE MARBLE BUST Albiera, whose noble form is to be admired, asks, 0 passerby, That you stop a litde and consider Whether Polykleitos' or Praxiteles' deft hand Ever made such visages from Parian marble.
But lest there be on earth any lovelier than the goddesses, Death, at the command of the deities, carried me off.
Works of art that speak are, of course, commonplace in the classical literary tradition of ekphrasis and in medieval accounts of miraculous holy images; inscriptions on tombs and commemorative statues are often couched in the first person. But Bracci's epigram is remarkable in two respects. It is the earliest case of such elocution I know that involves a portrait bust. The second point concerns the structure of the poem. The title tells us that we are confronted by a portrait. In the first four lines Albiera is represented as asking us to compare her noble form with faces by famous sculptors. Were it not for the title we would assume the living woman was asking to be compared to a work of art. In the last two lines there is a crucial grammatical shift from indirect to direct discourse, and Albiera says she is dead. The difference between life and death is therefore deliberately conjured up, and dismissed, for it is impossible to know in either case which is speaking, Albiera or her counterfeit. The verbal equiv- Irving Lavin alent of the horizontal cut-off is the title: in an arbitrary way, because it is not part of the poem, it calls attention to the material and the incompleteness of the object. In the text, however, the words "form" and "visage" are used, and these refer not to an object but to an image and a person. Thus, because the title addresses a marble bust and the text alludes to a human being, on reading the epigram we inevitably think of what can only be described as the whole individual.
Notes
The substance of this paper was originally presented as a talk at the American Academy in Rome (Amsterdam, 1932 ). An intermediate group might include votive portraits displayed in a sanctuary to invoke the deity's beneficence, as in case of illness; for example, our Fig. 23 , a terracotta portrait in the Villa Giulia, from the Tempio Maggiore at Vignale, Falerii Veteres (see below, n. r8).
A passage in Pliny is often cited as evidence that ancestral portraits were displayed publicly on the outside of houses; more likely, it refers to the placement of such images around the door leading to the family record room: "Tabulina codicibus implebantur et monumentis rerum in magistratu gestarum. Aliae foris et circa !imina animorum ingentium imagines erant ... " (Historiae Natura/is, 35, 7) . This passage may, nevertheless, have had considerable influence in the Renaissance; see below, n. 15. 12. H . Jucker, Das Bildnis im Bliitterkelch (Olten, 1961), 136: "Devon aber, class sich der Hausherr Portrats seiner noch lebenden Familienangehorigen oder Freunde machen liess, urn sie bei sich aufzustellen, ist, so vie! ich sehe, weder in der Literatur noch in Inschriften je die Rede." I 3. "Das Bildnis zeigt iiberall eine noch vie! starkere Kraft zur Vergegenwartigung, es ist in intensiverem Masse stellvertretend ftir den Dargestellten, als wir im allgemeinen empfinden konnen" Oucker, Bildnis im Bliitterkelch, 135). 14. All the busts listed inn. ro above with the name of the sitter and his age or the date inscribed were made while the sitter was alive. 15 . The bust of Matteo Palmieri (Fig. 35) [Athens, 1968), 190) ; these are not individualized portraits. I have found no classical example of a life-size portrait bust cut horizontally at the breast line or lower, worked fully in the round, and demonstrably not set in an aedicule or on a base. 22. Cf n. 18 above; S. Ferri, "Busti fittili di Magna Grecia e l'origine dell'erma," Atti della Accademia Nazionale dei Lincei. Rendiconti, XVIII (1963) A further extension occurred in the seventeenth century when the word was applied to the person's self "II peccato d'Adamo non solamente condanno l'uomo a conservare il suo individuo con tanta fatica, rna l'abbasso a mantener la sua specie con tanta deforrnita" (Pietro Sforza Pallivicino, I607-77; ibid. The Greek word 1rpOTO!J.-il was applied to portraits, but it refers as much to the "front" as to the "upper" part of the body and seems to have been used thus only after the Roman bust type had been developed (H. Stephanus, Thesaurus graecae linguae, IO vols. [London, In fact, as far as I have been able to determine, none of the bust-length portraits of the period of Frederick II are worked fully in the round (the example formerly in the Brummer Gallery, now in the Metropolitan Museum, New York, is finished at the back, but the head and torso are two separate and different pieces of marble and may not be contemporary; cJ. J. Deer, Der Kaiserornat Friedrichs II [Bern, 1952] passage in Mesarites's description of the Church of the Holy Apostles at Constantinople, in which the bust-length image of the Pantocrator in the central dome is explained in three ways. These might be defined as metaphorical, the bust alluding to our partial knowledge of the whole divinity; illusionistic, the bust illustrating Christ's arrival from the heavens at the Second Coming; and physical, the bust representing the portion of the Father's anatomy in which the Son resides. In all three cases the bust is conceived as significant specifically because it refers to more than meets the eye. The passage is as follows: "This dome shows in pictured form the God-Man Christ, leaning out as though from the rim of heaven, at the point where the dome begins, toward the floor of the church and everything in it, but not with His whole body or in His whole form. This I think was very wisely done by the artist as he turned the matter over in his mind and revealed the very clever conclusion of his intelligence through his art to those who do not observe superficially, because for one thing, I believe, we now know in part as though in a riddle (aLvl:yuan), and in a glass, the things concerning Christ and in accord with Christ, and for another thing the GodMan will appear to us from heaven at the time of his second sojourn on earth, though the space of time until that coming has never yet been wholly measured, and because He himself dwells in heaven in the bosom of His father ... " (G. Downey, "Nicolaos Mesarites: Description of the Church of the Holy Apostles at Constantinople," Transactions of the American Philosophical Society, n. s. XLVII, pt. 6 [1957] : 869-70). 3 5. At least, a base for it is mentioned only in the sixteenth century, when a woodcarver was paid for making one; H.
W. Janson, The Sculpture of Donatello (Princeton, 1957) , 56--9.
